by a bright red hood and there are no tears in their eyes; rather, they look out at the reader with defiance (Figure 2) . Placed side-by-side, these covers recall the twovolume edition of Marjane Satrapi's Persepolis (2004 , which likewise feature two different portraits of the protagonist's face enclosed in a frame. But, while the former announce that their protagonist has gone from child to adolescent in the gap between the volumes, the latter suggests that the cartoonist wanted to convey the multifaceted persona contained within one volume of her graphic life narrative. Barry's One! Hundred! Demons! (2005) , Susceptible uses captions for retrospective adult narration over drawings of difficult, and at times traumatic, childhood experiences. In a four-page prefatory sequence that depicts the protagonist moving from infancy to late adolescence, Castrée draws herself naked, suspended on the limbo of a white background without panel borders, as she is progressively ensnared by a leafy plant (5-8). In floating captions, the narrator wonders whether her sadness is the result of nature or nurture. Family, identity, depression, and growth are all introduced in this botanical nightmare sequence. Their convoluted interrelationships shape the rest of this graphic memoir that constructs the family as a conflicted site of intimacy and isolation. As Susceptible unfolds, Castrée recalls memories from her early childhood to late adolescence that dwell on emotional abuse in the Montreal home of her francophone mother and stepfather, renamed Amère and Amer, the feminine and masculine forms of the French word for 'bitter'. Castrée said that she introduced this mild distancing effect in part to protect her real family members and because, 'true autobiography is pretty much impossible' (Fry 2013) . Susceptible also depicts Goglu's attempts to reunite with her anglophone father, who has left for British Columbia, and with whom she ultimately has a more successful relationship.
Susceptible joins a group of graphic memoirs by women, including Persepolis, One! Hundred! Demons!, and Julie Doucet's My New York Diary (1999) , that represent very different girlhoods as nevertheless united by similar experiences: anxiety, vulnerability, depression, alienation, self-harm, and drug use, from which the protagonist emerges as a comics artist and speaking subject of her own graphic künstlerroman. Gillian Whitlock, whose neologism ' autographics' is often used to describe graphic memoirs as a distinct form of multimodal self-representation, suggests that 'what charges life narrative in comics is the particular tension and dissonance it generates by mixing codes from juvenilia into autobiographical narratives of history and trauma ' (2007: 198) . Castrée draws on the juvenilia of fairy tales to frame her childhood within houses and homes, drawing herself primarily in bedrooms and living rooms. These interior spaces dominate the autographic and highlight what Kathy Mezei calls the ' domestic effects' (2006) of women's autobiographical practices, the significance of interior spaces to the shaping of memory and the construction of an emergent self. Castrée draws Goglu in domestic spaces that are at once punitive and protective to convey the disjunction between a desire for home and its oftenbrutal reality. While her themes overlap with those of the better-known works by Satrapi, Barry, and Doucet, Castrée has a distinctive comics style that hovers between cartooning and illustration, naiveté and complexity, dreaminess and ugliness. The signature style of Susceptible shows how lettering, page layout, framing, and visual braiding can produce a domestic visual space that conveys complex family relationships of affection, obligation, and dependence.
When I first started to work on Susceptible in early 2016, I was drawn to Castrée's complicated representations of the child and young woman in bed, an image that appears throughout the graphic memoir as an ambivalent topos of anxiety and secu- (Devlin at al. 2015: 448-55; Chast 2016: 295-303) . These self-portraits extend Susceptible's concern with the bed space as identity space, as Castrée uses blankets as material sites of memory. I was researching this topic in the summer of 2016 when I opened my Twitter feed on July 10 th to learn that Geneviève Castrée had died the previous day, of pancreatic cancer, at the age of 35. Like her other fans, I spent the subsequent days on social media drawn to the accumulating posts registering people's sadness and shock. On Twitter, the posts started to produce a social network of bereavement, an intense yet ephemeral relationship organized by the hashtag #RIPGenevieve.
In the week following her death, two established female cartoonists, Diane artistic sensibility ' (2011: 75) . Likewise, Castrée's handwriting has an autographic affect, especially because the diminutive rounded cursive is at once girlish and confessional. As much as the reader must strain to read the words, the lettering assumes the quality of 'marked text' Johanna Drucker argues exceeds the 'material presence of words on the page ' (1994: 95) to become a system of signification in itself that, in turn, 'forces language into the public domain ' (1994: 97) . The juvenile, diaristic style of the lettering conveys the cramped, claustrophobic experiences of Goglu's childhood and transcends this abusive past in the very act of transcribing these experiences for the reading public.
A main source of Goglu's childhood trauma is that her mother refuses to perform the maternal emotional labour associated with the home. Moreover, in Susceptible, home is doubled and divided, sometimes on the same page, because her parents are separated and live in different provinces. She spends most of the time at her mother's in Montreal, but visits her father several times. Although her mother is far more abusive than her father, with whom she ultimately reconciles, Castrée shows that both parents are drug users, drinkers, and often need Goglu to take care of them. While she does not excuse this behaviour, Castrée does suggest that her parents are products of specific times and places. Her father is a typical 1970s back-tothe-land hippie who lives in a cabin in the Vancouver Island interior; the narrator describes British Columbia as ' a mythical kingdom where dads go to disappear' (23).
Meanwhile, her mother is rebelling against her own conservative rural Catholic upbringing, and Castrée highlights how much gender roles have shifted in Québec through portraits of the three women in her family. In the first narrative sequence, Goglu is at her grandmother's house, going through family photographs and asking about her relatives. She narrates a history of twentieth-century Québec socio-political change through her family: her mother is 'the youngest of a family of sixteen children' born to her 'very Catholic' grandparents (9). Later, in a sequence titled 'I hear,' Goglu overhears that her mother got pregnant while living in Alberta when she was seventeen. When she turns seventeen, Goglu herself become pregnant. She confides in her mother, who for once is understanding (seeing her own mistake being repeated by her daughter) and takes her to an abortion clinic (69). The female reproductive history of Goglu's family maps the gendered history of Québec sexual politics over the twentieth century, from her grandmother's mid-century commitment to the Whitlock's observation that autographics often deploy codes from juvenilia is quite apparent in how Susceptible plays with and inverts fairy tale references. Amère, her biological mother, takes on the qualities of an evil step-mother, which are amplified by her boyfriend, Amer, and their homonymic names suggest they are a twoheaded monster. Her father lives in a cabin in the Vancouver Island interior and is a benevolent wood chopper who builds Goglu her first home at the end of the story, a log cabin near him where she can 'sleep during the day and draw at night' (72). Her migration between the two parental homes ends adjacent to the father who, like the woodsman who saves Snow White from a murderous maternal figure, installs her in a rustic safe house. In this cabin, she begins to draw her life narrative at a temporal and spatial distance: 'I discover true solitude and I savour it,' she recalls (73). This domestic turning point is her artistic birth, and so the red-hooded child on the cover of the English edition has made it through the woods and past the big bad wolf to her own little house where she is safer than amongst her evil maternal family. The little cabin her father builds is her first independent home, and it makes it possible for her to later return to Montreal and get her own apartment, despite her mother's accusations that she has abandoned her family.
Susceptible's echoes and inversions of fairy tale codes is enhanced by its highly stylized layouts. While the dominant layout adheres to the comics grid, and Castrée establishes a rhythm of six square panels to which she returns throughout, she also interrupts it at key moments with full-page splashes, frameless sequences, and round panels. These simultaneously flag important traumatic moments in her past and introduce an artificiality to the naturalized comics grid in order to emphasize the present narrator's distant, aestheticized focalization of her childhood experiences.
This juxtaposition is most obvious in Castrée Inspired by their analysis, I read Castrée's unmade beds as material and metaphoric images of self-presentation, and also as metonyms of dysfunctional domestic spaces.
The first time we see Goglu in bed she is visiting her father in BC, and the sequence is titled 'Nap' (17). Goglu is a toddler, and she lies awake sucking her thumb next to her sleeping father. As the sequence progresses, we see him waking up to a bad smell that, it turns out, is Goglu's dirty diaper. In a speech balloon that floats over her head rather than his, he says, 'bad little girl! No doing this! Not nice!' (Figure 3) .
The sequence ends there, establishing that when Goglu shares a bed with her father it results in shame about her own body, not of a sexual kind but of its basic functions. Goglu lies in bed listening to her mother's voice blame her for all their problems.
The last speech balloon, clearly the voice of her mother's boyfriend, carries to her her thumb like an innocent child, yet she is gaining adult knowledge and no amount of self-soothing can save her from its noxious effects.
When Goglu later breaks down and calls her mother a ' drunkard,' she is punished by being sent to bed without any television for three weeks (43). As she lies on top of her sheets, Goglu internalizes the punishment and tries to smother herself with her pillow, thinking 'I don't know how to be normal, I only know how to act stupidly' The sequence that follows 'I hear,' titled 'Mummy,' shows how the bed-space moves with Goglu, yet it is often verbally and physically intruded upon by adults. In this sequence, Goglu has retreated to the basement, to watch television cocooned in a sleeping bag, while adults upstairs drink wine and smoke hash (36). Her mother comes downstairs because, as the narrator says, 'When she drinks, she often needs a friend, so she comes and finds me, wanting us to play together' (36). Amère climbs on top of Goglu in her secondary bedspace, laughing at her and saying 'you look like a mummy' because Goglu has wrapped her face up in the sleeping bag to avoid her mother's bad breath ( Figure 5 ).
The only way Goglu can end this intrusion is to submit to her mother's desire to play with her, and so she gives her a piggy back up to the kitchen. It all ends badly, when Amère comes back downstairs and looms over Goglu, saying 'You're ashamed of me? Huh?' (37). The child is accused of being a mummy and also ashamed of her mother, subverting conventional domestic roles and affections. Castrée's beds and related domestic settings become material sites for a network of spatialized traumatic memories. The domestic effects of beds in Susceptible is so closely tied to circles on these final three pages close the story down cinematically, mimicking the shutting of a camera iris. They also use the circular frame that Susceptible hitherto deploys to contain Goglu's traumatic experiences and make them stand out from the regular grid, thereby illustrating through framing and panel shape that she has overcome the domestic effects of her abusive childhood. The obscure reference here to her teeth situates Goglu as the subject of a modernizing Québec. I believe this line suggests she has escaped the rural tradition of prenuptial dental extraction: in parts of French Canada (and other countries) it was common practice for a father to pay for his daughter's teeth to be extracted and replaced with dentures prior to marriage as a dowry gift to the husband. This practice, which is still within living memory in the region, saved the woman from years of tooth pain in areas with few dentists and the man from having to pay for dentures later on (Gordon et al. 2011 ).
However, Goglu is a modern young woman, living in her own apartment, freed from Castrée's death demonstrate that the landscape of online mourning is an affective topography whose contours are defined by a visual rhetoric in which the dead are both present and absent, haunting us with self-created images transformed into digital remains and becoming the source of graphic elegies. In this way, we can read across Castrée's autographic persona, and its remediation online, a series of performances of the vulnerable self in relation to other selves, each one shaped and iterated through the genres, forms and platforms of their expression. Finally, this irony does not escape me: in death, Castrée's persona has been extended online the very affection and protection that is missing in her childhood graphic memoir.
